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Rudy Vanderlans asked me to guest edit this 
issue of Emigre to offer his readers a look at 
what is going on at CalArts. The faculty thought 
it best to let the students’ work speak for itself. 
So, for this issue, we slightly altered the me- 
chanical parameters of three graduate projects 
completed over this past semester to fit the 
magazine’s format. 


The first project is called lexicon. Each student is 
to define three words using image and text 
exclusively and in combination. The definitions 
should go beyond the dictionary definition to 
give the reader an understanding of the word’s 
meaning in relation to each other. This project 
helps us develop a shared vocabulary to 
disscuss design. 


The second project, named after the italian 
author italo Calvino, consists of short stories 
that have been typographically interpreted by 
the students. in this project we explore the 
nature of form and its relation to both the 
denotative and the connotative nature of words. 
With the computer, the relationship of the 
designer to the text has changed forever. The 
graphic designer has supplanted the typesetter, 
not just setting the text but designing itasa 
direct expression of the content. in this project 
the designers act not as writers (none of the 
author's words can be deleted or changed) but 
ds visual directors, creating specific contexts in 
which the text may be experienced. 


The third project, macro/micro, deals with ideas 
and the context in which they are situated. The 
student first selected an essay about a design- 
related issue in the profession or culture at 
large (the macro), then responded with their 
own thoughts and evaluations (the micro). We 
feel it is essential for designers to continually 
evaluate their place within the larger cultural 
context as well as engage in a critical design 
discourse with their peers. 


The work that follows could be easily (and 
ignorantly) dismissed as “hard to read” or “illeg- 
ible” because truly new and experimental ideas 
are more difficult to deal with than that which is 
already known and codified. At CalArts, we are 
not interested in a passive and servile relation- 
ship to communication, but one that is rigorously 
engaging. It is also important to remember that 
the work presented here exists in the context of 
a graduate design program that is calling into 
question existing notions of legibility, style, and 
appropriateness. This work can be thought of as 
precursors to the interactive hypermedia of the 
future, contained in the traditional media of the 
static printed page. 


Also included in this issue, are interpretive 
notational self-portraits by second year under- 
grads, cover designs by fourth year undergrads, 
as well as a sampling of typefaces created over 
the past few years at CalArts. 


The projects presented here are not intended to 
represent all of the work being done in the 

design program at CalArts, that would be an im- 
possible task; rather this is an introduction toa 


few new faces. 


Mr. Keedy 
Acting Director, Program in Graphic Design 
California institute of the Arts 

January 1992 
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For the majority of mollusks, the visible organic form has little importance in the life of the members of a species, since they cannot 


see one another and have, at most, only a vague perception of o 


ther individuals and of their surroundings. This does not 


prevent brightly colored stripings and forms which seem very beautiful to our eyes (as in many gastropod shells) from existing 


independently of any relationship to visibility. 


eA 


THE SPIRAL 


Like me, when I was clinging to that 


rock, 


and me there, 


still, 


With the wav 


es 


you mean?- Ofwfq asked, 


rising and falling, 


flat, 


sucking what there 


was to suck and thinking about it all the 


time? If that’s the time you want to know 


about, there isn’t much I can tel] you. 


Form? 
I didn’t know 
know you could have one. | 


all sides, 


I had one, 


rand o m; 


I didn’t have any; 


grew more or 
if this is what you 


that is, 
or rather I didn’t 


call radial symmetry, I suppose I had radial 


symmetry, but to tell you the truth I never 
paid any attention to it. Why should I have 
grown more on one side than on the other? I 


had no 


eyes, 


no hea 


d, 


no 


part 


of the body that was different from any 


other part; now I try to persuade myself 


that the two holes I had were a mouth and an 


anus, and that I therefore already had my 


and the rest of you, 
really can’t tell those holes apart, I passed 


bilateral 
just like the trilobites 
but in my memory 1 


symmetry, 


stuff from whatever side I felt like, 
inside or outside was the same, 


differences and repugnances came along much 


later. Every now and then I was seized by 
fantasies, that’s true; for example, the 


notion of scratching my armpit, or crossing 


my legs, or once even of growing a mustache. 


use these words here with you, to make myself 
clear; then there were many details I couldn't 
I had some cells, 


foresee: 


one more or less the same as another, 


and they a1] did more or less the same job. 


But since I had no form I could feel 


all possible forms in myseif, and 


actions and expressions and possibilities of 


making noises, In short, 


there were no limitations to my thoughts, 


all 


even rude ones. 


which weren't thoughts, 


because I had no brain to think them; 
every cell on its own thought every thinkable 
thing all at once, 


we had no images of any kind at our disposal, 


not through images, 


after all, 


but simply in that in-determinate way of 


feeling oneself there, which did not 


prevent 


us from feeling ourselves equally 


way. 


there 


insome other 


less on 


since 


C ALVINO 


Design by Andrea Futter 


It was a rich and free and contented condi- 
tion, my condition at that time, quite the 


contrary of what you might think. I was a bach- 


elor (our system of reproduction in those days 


didn’t require even temporary couplings) , 
healthy, without too many ambitions. When 
you're young, all evolution lies before 
you, every road is open to you, and at the 
same time you can enjoy the fact of being there 
on the rock, flat mollusk-pulp, damp and 
happy. If you compare yourself with the 
limitations that came afterwards, if you think 
of how having one form excludes other forms, 


of the monotonous routine where you finally 
feel trapped, well. I don’t mind saying life 


WAS BEAUTIFUL IN THOSE DAYS. 


To be sure, I lived a bit withdrawn into 
myself, that’s true, no comparison with our 
interrelated life nowadays; and I’11 also 
admit that-partly because of my age and partly 
under the influence of my surroundings-I was 
what they call a narcissist to a slight extent; 
I mean I stayed there observing myself 
all the time, I saw all my good points and 
all my defects, and I liked myself for the 
former and for the latter; I had no terms of 


comparison, you must remember that, too. 


But 1 wasn’t so backward that I 
didn’t know something else existed beyond 
me: the rock where I clung, obviously, and also 


the water that reached me with every 
wave, but other stuff, too, farther on:that 
is, the world. The water was a source of 
information, reliable and precise: it brought 
me edible substances which I absorbed through 
all my surface, and other inedible ones which 
still helped me form an idea of what there was 
around. The system worked like this: a wave 
would come, and I, still sticking to the rock, 
would raise myself up alittle bit, impercep- 
tibly—all I had to do was loosen the pressure 
slightly—and, splat, the water passed beneath 
me, full of substances and sensations and 
stimuli. You never knew how those stimuli were 
going to turn out, sometimes a tickling that 
made you die laughing, other times a shudder, a 
burning, an itch; so it was a constant seesaw 
of amusement and emotion. But you mustn’t think 
I just lay there passively, dumbly accepting 
everything that came: after awhile I had 
acquired some experience and I was quick to 
analyze what sort of stuff was arriving and to 
decide how I should behave, to make the best use 
of it or to avoid the more unpleasant conse- 
quences. It was all a kind of game of contrac- 
tions, with each of the 
cells I had, or of relaxing at the right mo- 
ment: and I could make my choices, reject, 
attract, even spit. 


And so I learned that there were the others, 


the element surrounding me was filled with 


traces of them, others hostile and different 


from me or else disgustingly similar. No, now I'm 
giving you a disagreeable idea of my character, which 
is all wrong. Naturally, each of us went about on 
his own business. but the presence of the others 
reassured me, created an inhabited zone around me, 
freed me from the fear of being an alarming excep- 
tion, which I would have been if the fact of 


existing had been my fate alone, a kind of exile. 


So I knew that some of the others were female. The 
water transmitted a special vibration, a kind of 
brrrum berrum brn, 


of it the first time, 


I remember when I became aware 
or rather, not the first, I 
remember when I became aware of being aware of 
it as a thing I had always known. At the 
discovery of these vibrations’ existence, I was 
seized with a great curiosity, not so much to see 
them, or to be seen by them either-since, first, we 
hadn't any sight, and secondly, the sexes weren't 
yet differentiated, each individual was identical 
with every other individual and at looking at one 
or another I would have felt no more pleasure than 
in looking at myself—but a curiosity to know whether 
something would happen between me and them. A 
desperation filled me, a desire not to do anything 
special, which would have been out of place, 
knowing that there was nothing special to do, or 
nonspecial either, but to respond in some way to 
that vibration with a corresponding vibration, or 
rather, with a personal vibration of my own, 
because, sure enough, there was something there that 


wasn’t exactly the same as the other, I mean now you 


might say it came from hormones, BUT FOR ME IT WAS 


BEAUTIFUL. 


So then, one of them, schlup schlup, schlup, 
emitted her eggs, and I schlup, schlup. 

schlup, fertilized them: al] down inside the sea. 
mingling in the water tepid from the sun; oh, I 
forgot to tell you, I could feel the sun, which 


warmed the sea and heated the rock. 


One of them, I said. Because, among all those 
female messages that the sea slammed against me 
Vike an indistinct soup at first where everything 
was all right with me and I grubbed about paying no 
attention to what one was like or another, suddenly I 
understood what correspond best to my tastes. 
tastes which I hadn’t known before that moment, of 
course. In other words, I was falling in love. 
What I mean is: I had begun to recognize, to iso- 
late the signs of one of those from the others. in 
fact I waited for these SIGNS I had begun to recog” 
nize, I sought them, responded to those signs I 


awaited with other signs I made 


myself, or rather it was I who aroused 


I applied 


them, these signs of my own, I mean I was thing that occurred to it was a shell. From 


and 


in love with her and she with me, so fleshy cloak on my body, using 


margin of that 


what more could I want from life? to give off secretions which 


certaing 


took on a shape all around, until I was 
Now habits have changed, and it already seems inconceivable to you 6 tion, 
covered w a hard and variegated 
that one could love a female like that, without having spent any 
shield, rough on the outs and smooth and shiny 1n- 
time with her. And yet, through that unmistakable part of her still al- 
side. Naturally, I had no way of controlling the form 
in solution in the sea water, which the waves placed at my dis 
what | was making: I just stayed there all huddled up, 


posal, I received a quantity of information about her, more than you 
Jent and sluggish, 


can imagine: not the superficial, generic information you get now, 
after the ‘shell 


and I secreted. | went on even 


covered my whole body; I began 


seeing and s 


2]1ing and touching and hearing a voice, but 
another 


essential information which I could then develop at length in my | 
shells al 


turn; in short, I was getting one of those 


twis into a Spiral, which you, when you 


imagination. I could think was made, which would have been a banal 
see them, think are so hard to make, but all 
t 


and vulgar way of thinking of her, but of how from her present 
have to 


formlessness she would be transformed into one of the infinite 
matter without 


possible forms, still remaining herself, however. I didn't imagine 
one turn 


the forms that she might assume, but I imagined the special 


you 
hat 


do is ke rking 


stopping, and they grow like that, 


after the other. 


myself, instead, 


to that act of secreting, 


without allowing myself a moment's distrac- 


never thinking of 


anything else, or rather: thinking 

wove of something else, 

eae I didn't know how to think of the 
shell, just as, for that matter, 1 
didn't know how to think of anything 
else either, but I accompanied the effort of 

making the shell with the 


effort of thinking I was making something, 


isanything: that is, 
d giving off the sagen @ things it 


I thought of all 


would be possible to make. So it 


wasn’t @vena@ monotonous task, because the ef — 
fort of thinking which 


accom- paniedit spread toward countless types of 


quality that, in taking them, she would give to those forms. 


Once it existed, this shell was also a necessary 


count- 1 
and indispensable place to stay inside of, a 
I knew her well, in other words. And I wasn’t sure of her. Every now 


defense for my survival; 
and then I was overcome with suspicion, anxiety, rage. I didn’t let 


made it, but while I was making it I hadno idea of makin 
anything show, you know my character, but beneath that inpassive mask u 


3 it because I needed it: on 
passed suppositions I can’t bring myself to confess even now. More than 
like when somebody lets out an exclamation 
once I suspected she was unfaithful to me, that she sent messages not 
he could perfectly well not make,and yet he makes 
only to me but also to others; more than once I thought I had inter- 
it, like 
cepted one, or that I had discovered a tone of insincerity in a 
shell: simply to express myself. And in this self 


y es di , 0% much. 
message addressed tome. I was jealous, I can adnirit now, not S9.mUeM son 1 put all the thoughts I had about 


out of distrust of her as out of unsureness of myself: who could, assurp 


the contrary, it was 


“HA"OR “HMPH!." that's how I made the 


released the anger she made me feel, 


iS Way of 


the fact that I was? This relationship achieved between us thapks to. a sct for her 


the seawater-a full, conplete relationship, what mort could Lasky 1. 16 be her, and the love for myself 
between two unique 
that I put in 
and distinct individualities; but for her? Who could assure me that 
that could be said only in that conch she 
what she might find in me she hadn't also found in another, or in 
n a spiral. 


another two or three or ten or a hundred like me? Who could assure me 


de 


me that she had really understood who I was? Or that she hag ynder 


thinking about her, my 


the desire for me to be 


for?-was for me something absolutely personal, 
my love for her—all the things 


wound 


that her abandon in our shared relations wasn’t an indisgcinipet) ar intervals the calcareous matter I was 


abandon, slapdash, a kind of-who’s next?-collective ecstasy@creting came out colored, so a number of lovely 


stripes were formed running straight through the 


The fact that these suspicions did not correspond to the truth 
iY pond to frais, and this shell was a thing different from me 


was confirmed, for me, by the subtle, soft, private vibration, 
c but dlso the truest part of me, the exp)anation of 


at times still trembling with modesty, in our correspondences; i 
who I was, my portrait translated into a rythmic 


but what if, pre cisely out of shyness and inexperience, she 


system of VOlumes and stripes and colors and hard 
didn’t pay enoughattention to my characteristicsand others took 

matter, and it was the portrait of her as she was, 
advantage of this innocence to worm their way in? And what if she, 

because at the same time she was making herself a 


novice, believed it was still I and couldn't 
shell fdentical to mine and without 
distinguish one from the other, and so our most intimate play was 
knowing it I was copying what she was doing and she 
extended to a circle of strangers . . .? 
without Knowing it was copying what I was doing, and 
all the Others were copying all the others, so we 
It was then that I began to secrete calcareous matter. 
fiould be back Where we had been before except for the 
I wanted to make something to mark my presence jn an unmistak- 
fact that tn Saying these shells were the same I was a 
able fashion, something that would defend this inaividual pres- 
bit hasty, because when you looked closer you 
ence of mine from the indiscriminate instability of all the 
‘discovered ali sorts of little differences that 
rest. Now it’s no use my piling up words. trying to explain the 
Tater on Might become enormous. 
novelty of this intention I had; the first word I gatg 1s more 
than enough: Make, I wanted to make, and considering the fact 
So I can say that my shell made itself, with 
that | had never made anything or thought you could make anything, 
taking any special pains to have it come out one way 
this in itself was @ big event. So I began to make the first 
rather than another, but this doesn’t mean that I was 


out my 


absent-minded during that time; 


thoughtswhich spread, each one, toward 


types of aCtions that might each 


serve tomake 
it was a lucky thingy ol Wed less things, and making 
each of these things 
was implicitin making the shell grow, 


rn after turn.. 


And so now, after 

five hundred million 

years have gone by, | look 
around and, above the rock, | S@@ 


the railway embankment and the train 
passing along it with a party of Dutch 
girls looking out of the window and, in 
the last compartment, a solitary traveler 
reading Herodotus in a bilingual edi- 
tion, and the train vanishes into the 
tunnel under the highway, where there 
is a sign with the pyramids and the 
words “VISIT EGYPT,” and a little 
Ice-cream wagon tries to pass a big 
truck laden with installments of Rh-Stijl, 
a periodical encyclopedia that comes 
out in paperback, but then it puts its 
brakes on because its VISIDIlity is 
blocked by a cloud of bees which 
crosses the road coming from a row 
of hives in a field from which surely 
a queen bee is flying away, drawing 
behind her a swarm in the di- 
rection opposite to the smoke 
of the train, which has reap- 

eared at the other ane the 
ih! so YOU Can See Nardly 
anything thanks to the 
cloudy stream of bees and 
coal smoke, except a 
few yards farther up 
there isa peasant 


breaking the ground with his mattock and, unaware, he brings to light and reburies a fragment of a 
Neolithic mattock similar to his own, in a garden that surrounds an astronomical observatory with its 
telescopes aimed at the sky and on whose threshold the keeper's daughter sits reading the horoscopes ina weekly whose cover displays 
the face of the star of Cleopatra: I see all this and I feel no amazement because making the shell implied also making the honey 
in the wax comb and the coal and the telescopes and the reign of Cleopatra and the films about Cleopatra and the pyramids and the design 


of the zodiac of the Chaldean astrologers and the wars and empires Herodotus speaks of and the words written by Herodotus and the 
works written in all languages including those of Spinoza in Dutch and the fourteen-line summary of Spinoza’s life and works in the installment 
of the encyclopedia in the truck passed by the ice-cream wagon, and so I feel AS if, in making the shell, | had also 
made the rest.. 

I look around, and whom am! looking for? She is still the one I seek; I’ve been in love for five hundred 
million years, and if| see a Dutch girl on the sand with a beachboy wearing a gold chain around his neck and 
showing her the swarm of bees to frighten her, there she is:1 recognize her from her inimitable way of raising one 
shoulder until it almost touches her cheek, I’m almost sure, or rather I'd say absolutely sure if it weren't for a certain 
resemblance that | find also in the daughter of the keeper of the observatory, and in the photograph of the actress made 
up as Cleopatra, or perhaps in Cleopatra as she really was in person, for what part of the true Cleopatra they say 
every representation of Cleopatra contains, or in the queen bee flying at the head of the swarm with that forward 
impetuousness, or in the Paper woman cut out and pasted on the plastic windshield of the little ice-cream wagon, 
wearing a bathing suit like the Dutch girl on the beach now listening over a little transistor radio to the voice of a 
woman singing, the same voice that the encyclopedia truck driver hears over his radio, and the same one I’m now 
sure I've heard! for five million years, itis surely She | hear singing and whose image | look for all around, seeing 
only gulls volplaning on the surface of the sea where a school of anchovies glistens and for a moment | am certain | 
recognize her in a female gull and a moment later | suspect that instead she’s an anchovy, though She might just 
as well be any queen or slave-girl named by Herodotus or only hinted at in the pages of the volume left to mark the 
seat of the reader who has stepped into the corridor of the train to strike up a conversation with the party of Dutch tourists; 
[might say jam in love with each of those girls and at the same time lam Sure O being in love always 


wl er aione. 5 z 

Andt eimare [torment myself with love for each of them, the less can bring myself to say to them: “Here 
| aml.” afraid of being mistaken and even more afraid that she Is mistaken, taking me for 
somebody else, for somebody who, for all She knows of me, might easily take my place, for example 
the beachboy with the gold chain, or the director of the observatory, or a gull, or a male anchovy, or the reader of 
Herodotus, or Herodotus himself, or the vendor of ice cream, who has come down to the beach along a dusty road 
among the prickly pears and is now surrounded by the Dutch girls in their bathing suits, or Spinoza, or 
the truck driver who is transporting the life and works of Spinoza summarized and repeated two 
thousand times, or one of the drones dying at the 


bottom of the hive after having 


fulfilled his role in staply drop 2 nerve 
thecontinuation Vike a fishingline cast into the 
of the species.) darkness; until the eyes crop up, one can't know 


The shell in 
this way was 
able to create Visual 
images of shells, which 


whether there is something to be seen 
Outside or not. For myself, 1 had none of this equipment. 
30 | was the least authorized to speak of 1t: however, 


I had conceived an idea of my own, namely that the 
are things very similar-as far as important thing was to form some visua Ymages. 
we know-to the shell itself except and the @Y@S would come later in consequence. So I 
that the shell is here, whereasthe im- concentrated on making the part of me that was outside 
ages of it are formed elsewhere, (and even the interior part of me that conditioned 


the extertor) give rise to an 4MAQE@. or rather to what 
would later be called a lovely image 
(whan compared to other {MAGES considered less lovely, 


possiblyonaretina. Animage there- 
forepresupposesa retina, which in turn 


presupposes a complete system stemming 


III Mist desent ita at daeste!on ea) inproel ‘aaa ne 
encephalon. So, inproducin a 
that the shell Ua ae 0 Ripaous) Re 
the shell, 1 also produced its image-not When @ body succeeds in emitting or in reflecting 
and foremost, a shell, with its 


one, of course, but many,because with  'waineus vibrations in a distinct and recognizable 
cr neds you can make as many shell- order-I thought-what does it do with these vibrations? 
Put thea in its pocket? No, it 


particular form, wnich 
e 


n 
be any different because it W8S the very ‘orm 1 ‘ 
3 = @ge@8 eas you want—but only potential 
had given it, the only one I could or would 


ive ss 
; would, Gecause to form an image you need #8! 
jt. Since the shell had a form, the tofe of 


h 
Tat" he ‘requisites I mentioned before: an Vatter behave in the face of vibrations 
world was a)so Changed, in the sense that now1t includedthe form 


en- 
of the world as it had been without a shel] pius the 
and an 
form of the shell. 


them on the first passer-by. And how wil] the 


cephalon with itsopticganglial © can’t utilize and which, taken in this way, might 
optic nerve to carry even be annoying? Hide his head in a hole? No, he'll 
the vibra- tiena from outside to in thrust it out in that direction 
And that had great consequences: because the airy 
side, this opticnerve,at the un- tt] the point most exposed to the optic vibra- 


rt ,ends in . 
EETeria titer tnep ColOncinst Go aii. namely, that cotter xtreaity tions becomes sensitized and develops the 


Something ede rposely to see vee : 
I used to make stripes with which vibrated in ney carr (= LES what mechanise for exploiting them in the form 


vibrations of light, striking bodies, produce particular 
other 


- outside, namely the eye. 
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way from the rest; but there was also the fact that 4yvolyme Pidioulous ae noses. in Roles I conceived of A 
enters into a special relationship of volumes with othes 4444 that, having an eye Pnalon Vink as a kind of tunnel dug 
volumes, 211 phenomena I couldn't be aware of, though ah -capho Ton, one would from the outside by the force of 
they existed. what W&8 ready to become image, 


rather than from within 


by the intention of 


picking up any old image. 


And I wasn’t mistaken: even today I’msure that the 
project-in its 
To sum it up 


over-all aspect-was right. But my error 
in a few 


lay in thinking that Sight would also come to us, 
words: they developed 


that is to 
eyes at our expense. 


me and to her. I elaborated a harmonious, colored image 


of myself to enter her visual receptivity, ‘to cooupy its 
caitar® sight, our sight, which 
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ah were obscurely waiting for, was 


to settle there, so that she could utilize me constantly, 
g sight that the others had of us. In one way or another, the 


dreaming and in memory, with thought as wefihe 


with Sight. And I felt at the same time she was great revolution had taken place: all of a sudden, around 


radiating an image of herself so perfect that it would impose : 
u's , eyes Were opening, and corneas and irises and pupils: the 

itself on my foggy, backward senses, developing in me an inte- 
rior Visual field where it would pieze forth 

definitely.So our efforts led us to become those perfect the dazed and gelatinous eyes of bream and mullet, the 


swollen, colorless eye of polyps and cuttlefish, 


objects of a sense whose nature nobody quite knew yet, andprotruding and peduncled eyes of crayfish 
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the perfection of its object,which was, in fact, US. I'm eyes of flies and ants. A seal now comes forward, black and 
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only I had failed to foresee one thing: the eyes téthends ball-like €¥@* at the end of long antennae. 


finally opened to see us didn't pressive eyes of the gull 
belong to us but to others. examine the surface of the water. Beyond agjass mask the 


yes of an underwater 
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without giving the slightest thought to what they should make ‘ é 
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together. But when Fa re 
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it comes to Perfecting it, 
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eee Pee An duca e : BEACHBOY WITH THE GOLD CHAIN, OR THE DIRECTOR ¢ 
nace oes SSR the reader of Herodotus, or Herodotus himself, 0 
THE BEACH ALONG A DUSTY ROAD AMONG THE PRICKLY 


sighted lenses I feel on me the far-sighted eyes of a zoologist, trying to fran 


With eyes had come all the rest, so everything that the others, having eyes, | 


bag as “IN THEIR BATHING SUITS, OR SPINOZA, OR THE TRUCK 
ee ss OF SPINOZA SUMMARIZED AND REPEATED TWO THOL 


“bottom of the hive after having fulfilled I 


(Nukscrrvas tte eraysras 


Humcuivine 


. gone by, Wlookaround and, above the rock, J)... stich ould asthe 
in passing along it with a party of Dutch : co 
the last compartment, a solitary traveler" " 

ind the train vanishes into the tunnel unpre 2: esses et sense wires ver sir 

RAMIDS AND THE WORDS “VISIT EGYPT,” AND A LITTLE ««: 

EN WITH INSTALLMENTS OF RH-STIJL, 4 PERIODIGAL<™° 20 
then it puts its brakes on because its visibility is9.:2 10.00. 
AD COMING FROM A ROW OF HIVES IN A FIELD FROM! |= iiatt doris te nop, ra ro wet 


is equipment, so | was the least authorized to speak of it; however, | had 
behind her a swarm in the direction opposite to the? ee in ee in ee 
ier end of the tunnel, so you can see hardly amything rose: considered less jovely, or rather ualy, or simply revoltinaly hideous) 
iXCEPT A FEW YARDS FARTHER UP THERE IS A PEASANT it Seren 
JNAWARE, HE BRINGS TO LIGHT AND... eatin 


IC MATTOCK SIMILAR TO HIS OWN, IN oe 05 me 
SSTRONOMICAL observatory with its telesce bess cicster seis inate fattest a ve et 


peper’s daughter sits reading the HOLOSCOPES IM ake covidusiize me constanty, in dreaming and in memory, with thought as 
if Cleopatra: I see all this and | feel no amazement’! 2°80 Vo re et ony ny becker sees 


y. SO our efforts fed us to become those perfect objects of a sense whose 


waving vibrations 


ich vibrated ina 


+y the vibrations from out 


eis namely the eye. Now it’s ridiculous to 


RO in the wax comb and the coal and the RAMIDS ugh th which was, in fact, us. I'm talking 
) 


UT CLEOPATRA AND THE PYRAMIDS :cens:ic1v: cis: son unto anes. Shapeless 
HE CHALDEAN ASTROLOGERS AND THE occa. sisoussvins esos toto una ny sold mateo 
AKS OF AND THE WORDS WRITTEN BY. cccsictrn siya: coc te timate of uhscers en 
NIN ALK. LANGUAGES INCLUDING THOSE o..oc: cs cose varcerng sso ase ans ve inte meanui 


ine summary of Spinoza’s life and Works in theinsavayatour dark task. thanks to us,922 o:a'y : 
ied by the ice-cream wagon, and so 1 feel as if, Gin! 1%" 2 thought to the possibility of eyesgtt (ugly as they were, they 


ound, and whom am I looking for? SHE IS STILL THE) i475 S fas rae hing | 
:m years, AND IF | SEE A DUTCH GIRL ON THE SAND wit Wy 


* NECK AND SHOWING HER THE SWARM OF BEES TO 


hat their job was toilsome too: from that gluey mess that filled their heads 


(TER INIMITABLE WAY OF RAISING ONE SHOULDER UNTIL 

| RATHER Vp SAY ABSOLUTELY SURE IF IT WEREN'T FOR™ much trouble to put together. But when it comes to perfecting it, that’s 
GHTER OF THE KEEPER OF THE OBSERYATORY, AND INgs to see, gaudy ones even, ‘ine. rd. 
PATRA, OR PERHAPS IN CLEOPATRA AS SHE REALLY WAS.’ 

THEY SAY EVERY representation of Cleopatra contains 2ySoe £42 12m up ina teu words they developed ems at our 


l With that forward impetuousness, or in the Paper tras others has of us. none way or another, the great revolution 


ld of the little ice-cream Wagon, Wearing a Dathingers se: and pupis: tne snoter, colores aot polyps and cutlets the 
wer a little transistor radio to the VOICE OF A WOMAN eco: ceaysish and lorsiers, the bulging and faceted wes of fies and ants, 
'. TRUCK DRIVER HEARS OVER HIS RADIO, AND THE 4 snail extends bali-lice es at the end of long antennae. The inexpressive 


LION YEARS, IT IS SURELY SHE I HEAR SINGING AND peering gosof an undenvater fisherman explore the depths Troush the 

2eing only gulls volplaning on the surface OF tHe perce oxy sre, nenioox carr ier forgeting me: Framed ty for 

oment J am certain I recognize HER IN A FEMALE GULL Fr cc naa ea Geo 

\N ANCHOVY, THOUGH SHE MIGHT JUST AS WELL BE ANY 

; hinted at in the pages of the volume pee alas Sn aE 

|/EPPED INTO THE CORRIDOR OF THE TRAIN TO STRIKE, has ne acive part 

JURISTS; | might say | am in love with each of those girls 

Y her alone. And the more I torment myself with lowe’ 07 07 a8 ttn ane he quanti of things that, 
say to them: “@tereGamt," afraid of being 
mistaken, taking me for somebody else, for 


night easily take my place, for example THE? 9 %090to mates sel, cca 
JF THE OBSERVATORY, OR A GULI., OR A MALE ANCHOVY, 


he imoge 


ime from what I had done. Of course, they were not just casually implicit in 


It THE VENDOR OF IGE GREAM, WHO HAS COME DOWN TO! °° 2" 7% ee ore oe meer oe one 
PEARS AND IS NOW SURROUNDED BY THE DUTCH GIRLS 

DRIVER WHO IS TRANSPORTING THE LIFE AND WORKS = °°) °°)" (2) cet aia senere oF ne eines 9 oe 
/SAND TIMES, OR ONE OF THE drones dying at the 

lis role in the continuation of the species.) °°" "°°" "een 
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DESI¢1 


New Approach 
the History of Graphic 
Design HOWARD RILEY 


1990 saw the inauguration of a Se 


nior Lectureship in Design History 
and Research at Curtin University 
of Technology in Perth, Australia 
The reason for this seemingly late 


arrival on the academic scene is that 


until quite recently there was no 
history of design! Plenty of histo 
ries of designers, to be sure, and as 
many descriptive catalogues of the 
products of design activity, but no 
history of design that locates the 
individual designer and the arti- 
facts of design within their social, 


‘There 


and political contexts 
has been no history that ex- 
plains design in relationship to the 
key changes and their causes in so- 
ciety; no recognition or understand. 
ing of how women as well as men, 


consumers (users) as well as pro- 


ducers, act to stimulate those 
changes; and most importantly no 
understanding of how the designed 


artifacts themselves come to sym. 


bolize those changing currents in 
fore become mean- 
, fash- 
lip- 
5 ever to most people, includ- 


society, and the 


ingful. Concepts such as sty! 
ion and even taste rem 
pei 
ing designers. | After two centuries 


of rapid industrial and technologi 
cal development, as well as the 
harmful effects of production pur- 


sued purely for the creation of pri- 


vate wealth, design can no longer be 


regarded as either politically neutral or 


merely a matter of aesthetics. | Of course 


all histori 


therefore, embody ideologs 
or another. 


history is to allow the student to rec 


this, 


and discussion of the histor: 


dant myths that have been construe h 


around design 


myth’ in the sense of a story by which a society explains some aspect of reality or 
nature to itself, an aspect which explained otherw: 
cive to maintaining the established order in that society.) | [M_¥ 7 H] : Design 
is. problem-solving activity that creates tangible objects that fulfill human needs 
| In this common modernist myth, the form of a designed object is deemed to be the 
logical result of its intended function, and attention is diverted away from the 
reality of material production itself, and also from the economic, social and 


political contexts in which material objects are produced and made meaningful 


| The 


My? H 


example, in Sir Nikolaus Pevsner’s 
the history of design is presented as the linear progression of a series of heroic 
individuals from William Morris to Walter Gropius. Work is judged good or bad 


according to purely aesthetic criteria justified by reference to the designer's 


pedigree 


and social context 


“fine” arts, where connoisseurship is invoked to confirm the pedigree of a particu- 


lar piece of work 


commodity 


history, and to visual culture as a whole, that reveals the connections between 


people and products, that re 


meanings from material goods. It is an approach that focuses attention on mate- mass advertising, 


are social constructions, and 
1s of one stance 


The aim of the new design 


d to encourage the examination| 


sand atten 


| Defining design Let me relate a modern myth, (I’m using 


is reinforced by the Modernist approach to design history. For 


“Pioneers of Modern Design” we notice that 


with no great attention paid to what the work means within an economic 


| Such an approach is the lamentable inheritance from the 


‘This in turn establishes the work’ 


| 1 want to suggest a much more constructive approach to design 


the processes by which people make social 


mein CONLexXt: 


rials, production processes and patterns of social organization. In my view, the essence 


of design itself is enmeshed within the relationships between these three. | Indus- 


trial competition At the risk of disappointing those who believe that all academies 
lief that the [w_¥ 7 W] described 


ighteenth and nineteenth century 


perpetuate the sfatus quo, I should declare my own 


above disguises the social effects of the application of 


scientific discoveries in the area of materials and manufacturing processes to privately 


‘owned means of production, Steam and iron technology led not only to an unprecedented 


increase in the rate of production via the mills and factories, and improved distributi 
via canals and railways, but also an attendant increase in profit potential. However, for 
this potential to be realized, a parallel increase in the rate of consumption of goods was 


-y. | And so ever since the earliest exhortations of people like Henry Cole, owners 


of the means of production have always utilized designers as a means of enhancing the 


perceived exchange-value of their products, as a means of persuading more people to 
consume greater quantities of their products, and as a means of creating new markets for 
ociated with 


their products. Because of these historical precedents, design has been 
the strategies of competition in industry from the outset, and continues to be so: The 

language of advertising is very much like the language of war: campaigns are ‘launched’ 
for new products, messages are ‘aimed’ at ‘target’ audiences, and advertising ‘strategies’ 
employ certain ‘offensive’ and ‘defensive’ ‘tactics’ in order to reach marketing goals. In 


this respect the process of producing advertising is akin to the one generals might employ 


in working out battle plans or determining goals for the achievement of military objec 
tives. (Engel, 1983) | You don't need to be a paid-up semiologist to recognize that the 


connotations of such “ad-speak" serve to naturalize the division of people within a 


erarchical society, serve to reinforce the 


Jominant ideology that upholds competi- 


ion and the profit motive as the best 


GRAPHIC DESIGN IS 
DONE FOR COMMERCE. 


means towards social progress, and serve 
 naturalize the culturally-based and 

fhistorically-variable relationship between 
design and industry. | The definition of 
Kiesign elaborated earlier must obviously 
nded 


ithin such a competitive industrial 


eputable corporate 
designer, struck me 


fe am if it is to make any sense 


ontext, | A cultural phenomenon 


Design today is the name given to the 
[process by which designers transform use- 
alue into status-value, Produets are 
ftransformed through the industrial system 
POM ECM CIEE RR orecuetion and marketing into a means 
profession. Relevant... 
o whom or what? 
pparently my employer 
asn’t as concerned 
bout the new direc- 
ion of my values as 


uch as protecting 


pf inerei 


sing economic growth for the 
‘ompany while promising to resolve the 
tension between human desires for self- 
expression and social identity. | Only 
hen this association between design and 
industry is recognized as a cultural 

gnize| henomenon, brought about by a particu- 
lar combination of social, political and 
echnological forces, does the opportunity 
exist to question this taken-for-granted 
relationship. | Without such recognition, the 
cultural roots of the relationship remain 

e would not usually be condu- 


hidden, design appears the God-given 
handmaiden of industry and, therefore, its 
role is considered immutable. | I should like 
to argue that the process of design is not 
intrinsically competitive. In its present 
cultural setting, design may well be accepted 
as both an activity which reflects the socio- 
economic and socio-political systems it 
serves, but this cultural setting is only one 
scenario out of many other possible 
alternatives which need to be explored and 


articulated within ac 


demic centers of design 
theory and practice. | Design has allowed 
itself to be incorporated within the dominant 


capitalist structure, and as a result has come 


value as an exchangeable to represent capitalism in a major way to the 
public at large. | Capitalist ideology based 
on belief in total freedom of action for the 
pursuit of individual gain is nurtured by 


g, symbolized by mass- 


produced good: 


distinctions So while people are actually classified within a capitalist 


soviety, according to their roles in the process of production, the very Stature, commercial graphic 
products of their own labor are used by the agents of capital to design has painted itself intof TE 


obscure those social divisions by overlaying them with the false 


social distinctions with which people are encouraged to identity @ Narrow, yet profitable corner 
through the cons 5 ‘ | 
identified by what they produce, people are conditioned to identify them. by taking for granted its 
selves with what they consume, In today’s design world, you are not only what Ole in the promotion of 


you eat, you are what you wear, you are what you drive. | The 


basic problem—almost the sole problem—that industry offers PPOTAit-motive values.Alternative, 
simply one of masking blatant paradox: persuadingthe qefinitions chip away at th 


individual consumer that buying a mass-produced item is going to enhance 


his/her uniqueness and individuality, while improving social status. |Some TOUNdation upon which its 
cognize the problem of selling a unique persona mass- ~ A A a 
jroiaead erilaaa fachereicetnbiiediy tee eetkayanientio Une as PULL TUS a protecee. 


to find ways around it, | Very few advertisements actually talk about the tive armor has been thec= 


product’s use-value. They create and describe characteristics desirable 


and reflected in mass cultural values. | False social Tp gpite of its ERI 


mption of particular goods. | Thus instead of being 


the designer 


ads openly 


. . . Da 
to the consumer, and sell that image to the view of the ad, Ads sell you @SSUMPtions behind its role,o pm 
yourself as you'd like to be seen, Desirable personal attributes and pather than its overt self-'~ 
points of view are generated by the mass manufacturer and his/ i) 
her agents, and absorbed by the mass consumer. Free choice in G@finition, as Riley reveals inx 
this scenario is a myth. | Even within sub MPWalysis of the irra) 

Pa ei<ccmmost designers I know, 
UMairisional platform left me 
sBittle prepared for this 
(Titties for in school we were 
. For the most 
the spectacular subculture and the various i 
industries which service and exploit it is I accepted what Riley 


notoriously ambiguous. After all, such a 


culture groups where an attempt is made to 
assert non-mainstream values, it is through 
artifacts usually mass-produced (clothing, 
records, vehicles, safety pins, ete.) that 


these values are communicated, Dick 


Hebdige gives a clear analysis of t 


cess in his book "Subculture: The Meaning 
of Style” (1979): The relationship between 


subculture is concerned first and foremost 
with consumption, It communicates through hic design within the 
commodities even if the meaning's over 

thrown. It is, therefore, difficult in this 
case to exploitation on the one hand and Pugemrreisn’t until years later 
creativity/originality on the other, even 

though these categories are emphatically 


opposed in the value systems of most sub- 


ir’s implicit function, 
EUCMueasn it, the shortcomings 
(ii my education. Instead 
(imeyifering its students an 
back directly in high fashion and main tanding of the larger 
stream fashion. Back new subculture establishes new trends, CONteXt, my undergraduate school- 
generates new looks and sounds which feed back into the appro: 4 e 

priate industries, | Design and culture We should now beable 2G advocated the narrow inter- 
to recognize that dominant cultural values conducive to themain- pretation of graphic design as 
tenance of the status quo are embedded in all industrially- ere , * 

designed artifacts, both two-dimensional and three-dimen- the icing on the capitalist cake. 
sional, All designed objects communicate some of those values in > Riley’ s call for a broadly- 
tangible and visible form, | Henry Ford, arguably the father of i = 3 2 

mass-production, but here sounding more like the supporter ofa based design education is vi- 
materialist semiotics, certainly recognized the communica. = . 

tive power of design in the 1920s: “The history of our people tally important and, as he points 
is written into things their hands made and used...a piece of machinery, QOUt, long overdue. Students 
or anything that is made, is like a book, if you can read it.” (Ford, e 

1964) | With a few notable exceptions-Penny Sparke (i9ss) GeServe the right to understand 
cites Adolph Loos, Ettore Sottsass and Robert Venturi in her influen- hQW they function within the 
tial book “An Introduction to Design and Culture in the 20th ae < 

Century,” and perhaps we ean add Victor Papanck (1972) too Prevailing economic structure. 
gners have failed to recognize the significance of the relationship Only then can they make an 
between design and culture. After all, most people we call 


designers have been educated in societies where the cultural EMuUCated decision as to how they 
relationship between design and industry has been accepted as Want to participate, if at all. 


a natural one. | Given these educational shortcomings, it is not 


cultures. Indeed, the creation and diffusion 


of new styles is inextricably bound up with 
the process of production, publicity and 
packaging which must inevitably lead to 
the diffusion of the subculture’s subversive 


power. Both mod and punk innovations fed 


desi 


surprising (hat most\design\effort in ex> AS the educational foundation and profes- 

pended in upholding and disseminating theS20Nal definition for the majority of graphic 

values of the marketplace. | Centers ofdesign done today, the |» * 7% «|obscures, as Riley 

design education have the academic rightpoints out, a substantive view of design’s 

and social responsibility oarticulstescle*'narticipation in patterns of social, economic 

“pum tucenemnesy Stand political organization. It posits a rela- 

lent faneee, bea ac Bruce Archer com.tionship between form and function with implied 

plained in 1984, academies within art andboundaries that are restrictive. It ignores the 

design “have neither consolidated theentire world of what Gert Selles calls “anony- 
knowledge base of their disciplines, nor fedmgug everyday objects” (which are banished to 

thee eS eee the ghetto of kitsch), and treats personal, 

nae cmosite sumbers in leters angSOCLALLY active, academic and arts-related work 

ce have done.” (Archer, 1984) | Wih@S the charming little sister of commercial 

ally few notable exceptions—thedeSign. This body of work challenges the pre- 

Inkhuk-influenced schools of post-revolu-sumed design/industry relationship, and as such 

tion Moscow, Hochschul fur Gestaltung ingg marginalized and trivialized by labels such 

HSCEI Ee iene “experimental”, “arty”, “idiosyncratic” or 

cco aisle futnstindividualistic. Exiled beyond the perin- Exiled beyond 
ecurreteeronn and 1960, the “Design@ters, it is not seen as relevant to (and ap- < a 
for Need” movement formulated at the parently threatens the the perimeters, it 
Royal College of Art in 1975 and developed authority of) the (com- iS not seen as 

is ‘ti mercial mainstream) relevant to (and 
esign schools have failed to realize the Status quo. > Once upon 3 
design schools have failed to realize th Rerinamaicernaciie apparently threat 
work was produced by ens the authority 
a ! ideologues of Modern- of) the (commer- 
ve of this potential when he said in i i i 

“Pith GAEDEECE OLE ar Ee oma ctal mainstream) 
Be ecieia wine inemone ‘masses’. While it Status quo. 

how, in helping people to somehow recog- challenged contemporary 

8.” (Sparke, 1982) | practice, it replaced 

Until the basis for an academic discipline that practice with new 

of design is laid, design schools are in dan- forms supported by 

ger of relinquishing their academic free- ideals that were easily 

usurped by consumerism. 


f design and to objectively 


in the design department here 


under Associate Professor Tony Rus 


potential of design as a means of comment- 


ing on cultural values and as a cataly 


producing social change. | Ettor 


nize and free them: 


dom by embracing the ideology of competi- 


tive profit-seeking without rigorous, open. 


debate. They do society a disservice, not by merely conforming In recent years the 

to the needs of competitive industry, but by actively helping to define alternative focus has 

the boundaries of such asocially-repres sive ideological space. shifted toward critical 

Boundaries such as those set up by the } theory and admittedly 

mass media — which constrain public awareness and opinion é “ 
SFNaennte Bicchivoucans eaten OI esoteric work produced It resides by 
rather like a mirrored wall —effectively restrain freedom for an initiated audi- Choice outside 


of movement while creating the illusion of enlarging the available space. ence. It resides by : 

| Such a proposed discipline would have atchoice outside conventional parameters, callingconventional 

is core thonsvs of vsusl perepsion anathe mainstream into question. It offers little parameters, call- 
Pepresentation, theories une that can be sold to (or sold by) a corporate = 7 

A full spectrum of vocational options would@XUt ive. > In the main, visual form is the pug the maanstieall 
need to be systematically explored throughQraphic designer’s content and is subject to a into question. 
design practice, including the currently-Walue system whose concerns are predominantly It offers little 
dominant relationship where the designergesthetic. These judgements of taste are essen- 

Renee ee ae Peay cultural agreements between the partici. that can be 

ee ee Lenin vo point pat Pants of graphic design as a profession, high- sold to (or sold 
students that advertisements and the pop PFO, Conventional, safe. Such values are builthy) a corporate 
lar press only exist in their present formUpon historical traditions, at times opposed toaxecutive 

because of the profit motive. ‘Mass’ cultureone another, but all Western in their basis, - 
is not the inevitable product of “industrial’and high culture in their bias. The dialogue is 
society, but the offspring of @ perticuleran insular one. Yet at the same time, the 
pee Aner oainal eniiacafan use Style-hungry mainstream feeds on the work done 
which concerns itself with what will «0UtSide these bounds. It appropriates formal 
rather than with whatis valuable. ThereisStyle out of context, and minus content, in a 
no reason toassumethat such asocialordermanner Similar to what Dick Hebdige observes in 
is unchangeable. (Terry Eagleton, 19853the relationship between subcultures, their 
overt, alternative style of consumption and its 
subsequent absorption by high fashion. 


nication and a history of material culture. 


form of industrialization which organizes 


To remain vital, to create alternative professional definitions, 

to sow new ground, graphic design must gain a new perspective from outside 
both its' canons and history. To the extent that 

we can remove ourselves from the dominant paradigm of which we 

are so much a part, we must step out-of-bounds to take a critical 

inventory and question the underlying structure. 

> The graphic designer who looks beyond the accepted givens 

is faced with sifting through myriad assumptions, interpretations and histories 
of design, determining what to discard, what to keep. 

If we throw aside traditional precepts of “good design” on 

the basis of their complicity in exploitation 


and indoctrination (as per Mr. Riley), 
what will become the qualifiers for evaluat ing 
design? If we accept that concepts of value 
are arbitrary, andlike signs, gain 
ul tun al, conte xt 
and that that cont e x t s revealed a i 
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Me toa ote Mele Cay 4 
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and incomplete (th 
framework restruct 
If, in creating a 
we reject the main 
(personal assessme 
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> Appropriateness? Inthe comme 

environment it doublesas another 

word for complicity, a co-cons p toasumethat i 
placing limits on the graphic de aeadamle 

within the problem-solving 


there any r 
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departments of 


. . design must 
‘mass’ communication context -  jsnage their 
If we are to stretch the bound §S jrofitessoas Of pes ricselp tet Ominins, 
values and understand ing, we to conform 
need to reassess not only how @ exclusively to an 


industrial base 


use the term appropriate but t 


Pe se 
© 


assumptions behind all curren Mees 

design terminology. >Significat nae ion 

and values are slippery Stuff ~ i cptoitation 

Professional borders shift, € X P @ ofthe majority nd and transform. 

A strategy for growth and of people for 

perspective needs to take pla C é@ thebenefit ofa 

on the level of super - structure minty » beyond 

ephemeral definitions. > TO avoid the 1im ited scope 

of permanent residence on only one side of the 
fence, to eliminateorexpand its per imeter 
designers must consider themselves authors, 
not facilatato ns.) Ni ieseesehigret ion 

perspective i mplies responsibilit y, voice, 
action. Withresponsibility comes 

accountability ; this in itself demands 

an educated understanding of the ov erall 

context. With voicecomes a more 

personal connec tion,an opportunit y to explore 


individual opinions. As initiator or as working partner, 

the graphic designer as author becomes an active participant, 

with a stake in the communication process. 

This shift may be the catalyst for the reconstruction of our 

roles within (or without) the dominant paradigm. 

As collaborators, rather than hand-maidens of industry, 

graphic designers, authors, are free to define their own parameters, 


and then to cross them. 
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S our obsession with the-past 
threatens to catch up with us, mA RK €D WARD s asks whethd 
we can ever go back to the future) 


4 
i 


remMEM BER WHEN weused to Look forward to the future? Think we can ever get back to the days when the past stayed in the past? Is there, in 
short, any future in nostalgia? Can We get baék t6 the future? Strap yourself inte the time machine, We're géing on a bumpy rides 


I just don’t get off of nestalgia Like I did in the old days. 1 find mySelt yearning for the real past, aching for the good old days before we used to be 
constantly aéhing fF thé Goed od ays. Maybe you're too young to remember them--the days before we discovered retre-everything. But maybe you've seen 
enough Late-night Channel 4 movies ta realize that there was ange a time where Wéesterh Civilization looked forward, Looked for inspiration not to the 
ritties but to the year 2001. 


Boy, that nufber used to get us excited: The 21st century. dust araund the next 6@FAEF: Coming soon to a cinema near you: Before you know it, we'll all 
be 21st-century beifigs. And what were We going to dod if the 21st century? Why, we were going to Live ih the House of the Future, situated in the City of 
the Future: And we'd bé driven t6 thé Offiée Of the Future in the af of the Future (which, of course, would fly) by thé Robot sf the Future. Who would 
pe 6atted Robby. And would smile. 


the only thing that wouldn't be of the Future would be problems: We wouldn't havé any: By 2001 we woliid have cured cancer and Learned t6 Live in peace: 
And... well, that's it. what otheFf probléms could there be? 


This attitude reached its peak in the Fifties and early Sixties, when radio, filii, TV and comics were awash with seience fietian. BY the mid-Sixties it 
hada kitsehy tinge to if (Lost in Space, ThufiderbirdS, The Jetson§) which should have Warned us that decadence had set in, that the fun-loving, tech- 
notegy-frie@ndty efa was almost over. But the whole thing went baék Way Bey6nd that: Jules Verne and HG Wells ushered in the mbdérfi era of future-watch— 
ing: For decades after deeades we looked férward. N8stalgia far the 19€h century? be fié a faveur! 


and now? Look forward? Are you kidding? Instead of investing in the future, we're borrowing from the past: Living on time-credit. Wallowing in nostal~ 


gia: Looking backwards: Ironically enough, we seem to enjoy most Looking baekwards straight into the era whén we did most of our looking forward. Our 


nostalgia 78 for the time when we didn't néed nostalgi 
effeéts Of progress yet: 


when we eagerty awaited the future: A time of optimism. A time when we hadn't noticed the sid@ 


Let's €fack it. When did the first niggly Little signs of oh-what-a-Llovely past rear their recherche heads? I'mnot sure we saw them as nostalgia then, 
not sure wé ktiew thé tefm, but they appeared in the early Seventies. The Boy Friend. The Great Gatsby. The Waltons. The rediscovery of the Twenties. It 
tied in with the plungé into the mini-recession of 1973-74 and the three day week. On a shorter timescale, the early Seventies music scene had begun raid- 
ifig thé Back cdtdtogué. Rock musie was suddenly old enough for groups to be nostalgic for a particular earlier period. The post-Summer of Love semi-decade 
wads junked, as David Bowie started what would have been the fiFSt thod revival if anyone else had wanted to play, with the release of Pin-Ups (his favourite 
music from way, way back in thé hid=sixties) ih 1979. Afoufa thE Same tite, Mud and Shewaddywaddy rode thé crest St the rock 'A' rolt revival. 


If we c#fi seé the early SéVEft1Es as the Starting point, we can begin to make sense of the switch from Sci-fi to cute-past. Through the Fifties and eaFly 
Siktie§ the future ruled. N@ doubt: The Tornadoes even made a record about a satellite, for Chrissakes (Number 1 both here and in Aherita, evéA as the 
satellité, Telstar, allowed transatlantic communications in what the People of the Future would call 'real time'). 


But by thé éAd of the Sixties, this yeatning fof the future had gone: What happéned? This may sound Like @ ridiculous idea now, but from all the evidence 
we have, it L@Bks Like-=f6F just a very few years, maybe 1963 to 1966--people actually lived in the present. What happened in the mid-Sixties was just 
that=-the mid=Sixties. That's what it's famous for--being itself. Just for those few glorious years, the calendar actually coincided with what we'd prob— 
ably have to €all the Univérsal Mindset: People were actually truly happy to be alive right here, right now. In fact, yes, ‘now’ was & pretty pasitive 
adjective Batk thn, whereas today (ned) it's just a heavily advertised compilation album--an exercise in nostalgia fer bast menth, a chance te Live 
in Aprit, in cégé May iSrt't good enough. 

Naybe it was Kérinédy. MayBe it was The Beatles. Maybe it was the psychological effect of the space-travel dream coming true. Like that medieval process 
where they drill a hole in your skull to release demons. Maybe when the human race pushed up off Earth for the first time, it did something similar--took 
some pressure off this planet, and everyone on it, gave us all a few years’ grace. Lifted our spirits. 

In effect, the future we'd been dreaming of for so Long began to come true. And if we had satellites, then could the cure for and world peace be far behind? 
But we hadn't glimpsed any of the problems that the future brought with it. 

After 1966, the core group of society (the ones we'd have called movers and shakers in the Eighties) took two years off. Instead of Living in the past, 
présént of future; they just went off and lived in 4 farallel universe (either fuelled by drugs, Eastern cults or just too much money to stay in real- 
ity). Then when they woke up again in 1969, it had all started to look ugly. Whether as a real horror or as a small-scale big symbol (Vietnam still going 
on, Altamont), the signs were all wrong. Instead of Living happily in the present, we began to push against it, to protest it. 'Give Peace a Chance,’ 'Power 
to the People," flowers in rifles, The Beatles break-up, pretty soon people were investigating the President of the US, accusing him of being a thief 


and a Liar. 


and they were right! 

Hardly surprising that people began to look back to the mid-Sixties. And it got worse. As the Seventies progressed, the Car of the Future, the City of 
the Future, the Housé of the futuré all began to go terribly wrong. Those big, thrusting, glorious City-of-the-Future skyscrapers turned into hellish 
towerblocks. We pulled the glorious future down. Blew it up and pulled it down, before it fell down of its own accord, before it ate up the souls of the 


People of the Future. The Car of the Future kept spewing out poison. The City of the Future kept throwing up violence. 


By the Eighties we Eouldn't bear t@ Live in thé present. 86, We had the option td tUFA Baek t6 the future. But l8ok what had happened the Last time. This 
dgly present we were Living in was that future We had Loriged for. The only safé Fefdgé was th® past. WHY? Bécalise it was intrinsically, inherently bet- 
ter? Well, lo, simply becduse if WaS $4€: It was defindbt@: The past couldn't BE unexpected: It c6uldh't hav Unkhowh side effects. It couldn't die because 
it wasn't truly dlive: It cobtddi€ c6mé up in thé stFé@@t ard ask us for Loose change. It couldn't wipe out millions of people in Africa. It couldn't kill 
for a pdir 6f trainers. $8 if Bné decdde, the Eighti€ss We went through nostalgia for four decades--the Thirties, Forties, Fifties and Sixties. 

Now (if you'll pardon the expression) in the Nineties, we're left with €H6 reat BFebtems: First 8f alt==h6w would you Live iA ERE BRESEHE, Even if you 
wanted to, were brave enough to? What is the present? What d8&s the Nineties Lack Like 6F SoUAd Like? Or music is sixties oF Seventies. dur films are 
re-creations of classic genres--film noir, Westerns, moral fables. Our TV is “another chance to see." Our clothes are "the ¥ is Back!" Our jobs are gét= 
ting more and more Like they were before the Eighties boom. (The Leisure Age? Give me a break!) If you wanted to be a Nineties person what would you do? 
Have babies and stay Hone? Nah; that's a Ninéti€s subgroUBs hot a Nineties person. Becoming more caring and sharing? Nah, that's a Late Eighties dream, 
not a Ninétied reality. 

TRere realty afen't any rules: But thére are 4 million guidelines for how to BorreW Ereatively from the past. Not only i8 Living in thé present virtu- 
ally impossible. But if you did achiéve it, how would anyone else know? What GBE8 it Look Like? What does it feel Like? 


you néevér kndw that until the end of the decade." But that's my point. People in 


Ok; you're Saying “it's t¥o bFly EB kdOH HAS thE Nineties aré abBut 
the Sixties KA&W WHAt the Sixties were about in the Sixties. Now WE'FE totally Used td the idea that you never what the present is about until it's become 
thé past and the Sunday supplements have done a pictorial review of it. Bizarre. Andcolipletely accepted. Admit it: the véry sugyéstion that you should 
have a haWdlé Si what 1991 is all about already seems ridiculous té you. Mid-Eighti€s; Y8ah, got that down. But OWS HILL get Back to you. 

Second préblem (hhich may, eventually, solve the first}: we're Eatchiny lp With durselves. We're wetl HE thE Sixties and carly Seventiés right now, 
ard frankly, we're going through erd=-chewing thefi up and Spitting them out==88 quickly that it 18Alt going to take Ws that Long to wade through punk 
rock retro, to brat pack backtfack, to have a rose-tinted view of red-framed specs and stripy SAFES. Then all that witt be Left Will be a nostalgic gtimpse 
at the positive sid& of the éarly Nineties récession (remember how everybody got fri€ddtier3) and we'll be--gulp!=-right up to the present. 

Then we've §bt three chdices. We eaFry rigit dh back into the future (arid just maybe, We will after all this is the millennium you know, pafty Like it's 
1999 and att tiiat): Br we gd B&tk thrdHdli all the past again (gee, remember the last tif We remembered the Fifties? Nostalgia was so much better the first 
tiRE arclidd). dr we actually Live iW fhe present. Hhim. Now, Let'S think. What did We do Last tite? 


Possibly three choices aren't enough. Or don't exist. 


If we accept that all form, significant or otherwise, has been discovered (personally I don't want to believe this is 
true but | haven't yet been able to imagine any that hasn't) and that there is no new experience to be realized, then 
we can safely eliminate inventing a future. And if no one can stomach another cycle of retro anything (not to men- 
tion the inherent contradiction of longing to return to the innocent past in which we naively committed the errors 
that caused us to be disillusioned in the present), then any repeat performances are out, too. And if the present is 
beyond our psychological capabilities or is too fractured to recognize or agree upon, then we are in trouble. Or we 
need another option. 

Ronald Jones attributes the impowerment of nostalgia to our inability to move beyond the constraints of High- 
Modernism. We are in the straights of “hover culture” he says.' But that is too easy an indictment. We are 
too savvy to the failings of modernism, yet too critical of its strategies. Modernism is too tired a scapegoat to shore 
up our collective creative paralysis. Possibly it is our alternatives to modernist practices that are as much to 
blame for our package tour time travel mentality as modernism itself. 

Some time ago the pundits offered a solution in the quise of postmodernism. But the postmodern route can be a treacherous one. Where it 
clear cuts a path across blocked roads it may create pitfalls. It is a practice that must be engaged with intelligence and wit; the modernists 


preached the ‘good’ but we must recognize that there is such a thing as bad postmodernism. 


As best as anyone can agree, post moder ated on the demise of individualism (the “death of the sub 


m is pre 
ject") at the hands of Corporate Capitalism and a subsequent disintegration of classical modernism. Our 
inheritance is one of pastiche (blank parody) and “schizophrenia” 
(unclinically given as the breakdown of the relationships between signifiers resulting in an undifferentiated rela- 
tionship to the temporal and subsequent hyper-real experience): But this legacy is only 
acceptable if it can transcend pastiche. Otherwise we haven't the 
ability to eclipse nostalgia. 

While mining the past will take us nowhere, we can effectively address our time and place through an intelligent 
clash of style and meaning. As examples, Mr. Keedy’s typeface design Hard Times, Frank Gehery's residence in 
Santa Monica, Pedro Almodovar's appropriation of Alexi Brodovitch fashion layouts for the titles of Women on the 
Verge of a Nervous Breakdown imbue past expression with new meaning. These projects take what might be 
accepted at historical face value and interpret through a filter that could only exist in a specific time and a specific 
place- now. They comment on history and speak for today. They Warp. As examples, Duffy design and 
Ralph Lauren merely warm up a non-existent past for a cold and hungry captive audience. They invent history. 


They recontextualize. It may sound good but its still just a fancy way to say travel back in time to a place that never 


WaAS.Tibor Kalman offers a definition of the forked path down memory lane. ‘Bad History uses tradition to impart an instant aura of instant class 


and social exclusion. Good History picks up a fragment from the past and “kicks it into the presen 


sion between old and new, now and then can comment on how the 


icant as an imag- 


This forced COL 


fall of modernism altered our posturing of past and future. Envisioning a future as culturally sig 


inary past historicized by nineteenth century acade ns, the modernists projected a future that was History.' 


Thus, the canon was amended; it became a writ in stone. 


But to effectively address the present, one need not shatter the monolith; its too easy a gesture to deny the past 
and one that for years has been made by those in the so-called avant-garde. We occupy a unique vantage point; our 
position at the end of the twentieth century, with our understanding of the history of experience and form, yields 


the power to manipulate. Nothing can be gained in the act of destroying. In fact one may not even find the need; 


there are evidences of post modern ploys in high modern practice. Fredric Jameson points to the works of Thomas Mann and 


Joyce's Ulysses as examples of knowing, pre-postmodern uses of pastiche.” 


Furthermore, recognition that we live in a continuum is essential if we are to escape the vacuum of schizophrenia. 


(And we owe it to our selves to avoid the void; however romantic it might be portrayed, hyper reality can't be fun 
for long.) Acceptance that the Moderns preceded us and the Ancients before them, coupled with the hinaSiGht 


that the present bestows, is essential if we are to comment on the past and shape the present. 

Since post modernism has broken the restraints of institutional monopolies on culture why not make use of our new 
found freedom to create. Why fall victim to ‘fatal strategies’ of the hyper banal’, of which nostalgia may be the 
worst and most unconscious. One can dedicated oneself to the new again, or at least to a new as new can be. The 
designer can MOVe beyond the correctness of historic ‘quotation’ 
demanded by the canon and also subvert the program of historical 
(mis)appropriation of style mandated asa function of consumer culture obsolescence. 


Cim) 
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The Rise and 
CORPORATE 


Kes face it; 
Corporate Identity 

is a worn-out case; a 
puffed up monstrosity that’s 
been oversold, overpriced and overrated. As designers, we’ve all been hanging 
on to the damned thing because it’s been such a juicy meal ticket for the last three 
decades, and because it was after all, our thing, our own key to the Managing 
Director’s boudoir. With its magic aid we stole in and set about tickling the 


erogenous zones of the executive class. Nothing, we discovered to our delight 
and profit, turned top management on to graphic design so much as the 
prospect of a skillful 


KEN GARLAND 


massaging of their corporate image. 
WHEN OUR BANDWAGON got rolling in the UK in the 
1950s—as it already had in the US a dozen years 
earlier—business people were for the most part 
wide-eyed and innocent about corporate 
identity. They were ready to be guided to the 
light. The Council of Industrial Design’s 
DESIGN magazine devoted the whole of its 
November 1956 issue to the subject, then 
identified under the more modest title of 
“House Style.” Alec Davis, the special author 
of that issue, wrote: “In the absence of 
dictionary definitions, a house style may be The 
described as the result of having a visual 
character—in all the means whereby an 
organization comes into contact with Gain 
people—which is recognizable as belonging SWANLUND 
to that organization.” An arguable truism. 
But a bit further on Davis pointed out, with 
more percipience: “Among manufacturers and 
retailers, there are some firms whose G6 
merchandise has such a marked style of its 
own that the question of house style in it 


CONVERS 


pic design, is 
rer by nature, 
presentation may be of secondary importance; pie ee 
but these firms are a minority. In a wide range st pedestrian sense, 
of utilitarian products there is little or nom granted oa, 
scope for individual style; many others— SEED ial 
liquids, pastes, powders—cannot be designed at An eh Weer 
all...each manufacturer is naturally anxious to 
suggest that there is a difference between his product 
and a competitor’s. There is therefore great scope 
for house style 


erreurs mimes 2s 1c 


Be naturally. 
in the presentation of these “7 
amorphous articles; good presentation can give them 


ed to design . nd 
designing = 
that visual attractiveness and character which, in Lye) 
other industries, the product itself possesses.” 
MISSING INGREDIENT 


P oT OB OT ey Ss dp 
= A a 
Yes, indeed: House Style Can Provide E i 
the Missing Ingredient that Guarantees Success—and not interacting ang 


only to amorphous products like petrol, toothpaste or detergent. 


a 
It also can work, as Davis added elsewhere, for amorphous 


Part; 
P PATEL S 
regs Y 
service industries such as power, banking and insurance. 


ap 


And so it came to pass. Over the next 35 years we 


Te cok 
“Gos. 

perpetrated (some of us) and were subjected to (all of 17, a Be 

us) the gaudy horrors of filling stations, junkfood joints Co Be eo 

and chain stores, and to the relentless identical plastic fascias a 

of banks, building societies and public utilities’ sales offices. 

These graphic manifestations, rather than any 
architectural cuckoos, 


have been mainly 


Fall of the 
IDENTITY 


responsible 


for the visual 


degradation of our 
towns because of their homogenizing effect. 


Corporate identity street trappings have overlaid and obliterated 

any character or individuality in the environment. Towns that 

have for centuries absorbed all manner of architectural intrusiong 
As 


have fallen victim to the acrylic and fiberglass clip-ons. 
graphic designers, we were partners to the crime becauSe 
we really believed it would be OK to encrust every towy 
in the country with any number of logotypes, symbojg 
and any other items we devised for our clients 
PROVIDED THEY WERE WELL DESIGNED. 
But, I hear you cry, is there nothing to be 
said for corporate identity? Are there no paragons 
to single out or is it all tarred with the same 
brush? If there is a candidate for noble purity 
in this field, itis the much-quoted work that 
Peter Behrens produced as consultant designer/ 
architect to the German electrical goods 
IMPORTANCE manufacturer AEG from 1907 to 1914. AS Well 
as being the very first example of a thorough- 
going corporate identity program, it has strong 


claims to being archetypal. In his introduction 


os 
to INDUSTRIEKULTUR: PETER BEHRENS AND THE 
BEING AEG, 1907-14, Tilmann Buddensieg suggests that 
ATIONAL 6¢Behrens’s ideas and design created standards that 
survived long after their initial realization. Every 
Soc; subsequent design in the same area—for a button console, 
al fe a kettle, an advertising brochure, a factory or a company 
Boies housing estate—is unavoidably a statement of agreement 

OE ah ass ‘or disagreement with Behrens prototype. 

8raph, “PERFECT PARENT Behrens was an ideal choice as 
des , father of corporate identity. Trained as a fine artist, 
ees >, he abandoned easel painting for the applied arts, 
OF oc practicing in turn as book designer, tableware and 
furniture designer, domestic architect and industrial 


Co m ss f 
Ae OG , designer/architect. He was no dilettante, demonstrating 
@ great skill in all these fields. He started cautious|y on 
his appointment, gaining the confidence of Paul Jordan, 
the senior executive responsible for his engagement, 
col] z instead of plunging in with much hype and hoo-hah—a 
abora, distressing tendency afflicting later practitioners; and his 
Bate Gane 10n 2 close relations with Emil Rathenau, founder and chajrman 
oles ot of AEG,. ensured the speedy implementation of his design proposals. 
However there is a disturbing feature that runs through 
all Behren’s work for AEG, and is most clearly exemplifjed in 
the turbine factory on Huttenstrasse, Berlin, designed in 
collaboration with the structural engineer, Karl Bernhard, It 
ing, is a style which, atits best, conveys AMOS ofmonumental 
_ simplicity, but at its worst is grandiose. There is even, jt 
has to be said, more than a passing resemblance to the 


s 
4 3 Gate 
Commu} ; eM ‘ 
,.’ * bloated architectural style of the Nazi regime, of which 
Chae 5 ay : 4 ‘ 
supposed to) more later. Interesting, in light of this, to discover that 
1 @ Behrens was a passionate 
eS hee ge admirer of Nietzsche and 
like PS tae a strenuous nationalist. 


And so a graphic designer, 
although one may be antisocial, 

cannot not de 

social, cannot 


pe isolatio,, 


St 
To work as a 
designer means taking 
Part in {In a 
the discussion + red al 
as an individual, e delivet a eae 
jectur ei ne stated: “tts 
Brunswick ie ee Germany, SUC hanes 
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contribute to a conversation as an mcnn onary OE statements eae of the twentieth 
individual—the attitude of the Der Gir ee century © ed corporate Wie most effective, ae 
| voice or her or his’ identity Veuably the best we that represented olitical system Pas 
|reeds to be readily apparent: Century Was oe organized, soci Perman ant ENS( 
< jly the bes hatit arose 1D. UB JNSGr. 
rguably -y: nor tha sate the U - arian 
Designers should twentieth century; tehean concepts Of eof all rota the 
SOR VLUN NESS Sere amas Os estion Se igat ome 
take a stand, rmbt was alse Lh mpts the powerful OFB% y which 
* > * a A ree a = lagi ener 
CAVES release monolith tr nG or the Ee effective Ul 
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a point of view; can m BS Tae i we SO pOLy 
their work Oat ly, the near- any an 
Certainly, the compabs as 
should make sf AEG gave tha NY ie 
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imme nsvesign progrercised 
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\ . ; F pombas es dike UDO erin 
Jince @ grapnre desiree “converses” through a printed work, it ise xe Tee aN Axis, in Benyy 
Nor -o¢ ‘ne ei 12 
Ispecially easy now, with the everyday use of computers north nich inci sted his 
Ke con ~k; an 
Nesign, to unveil the designer’s personal thinking process—byBehrems itectural cy: 
mie Cue i : or AE 
Jeaving traces and odds and ends of production in the final result aotfice b usd E pn is also 
Su : 
By leaving evidence within the finished product of the physicalf he meee A xromiben oO 
7 u y r which 
rocess (an ironically hand-crafted quality), it is possible sO ays examples of eee 
! os & ‘ is 5 identity 
fesigners to actually Renesent a discourse! He co Ser ae Eliot Dk. 
the antithesis of individual representation within graphic design is program te irector,a . 
| x bare as design oe cuAmO Visual 
fhe corporate logo. In “The Rise and Fall of the Corporate Identity”, Ken Noy d, as design co nsulta 
| nd, as sa 
aro meereeminc en wellcorporste ideo csance represent coy, one thisgand Paw! a still is—a ne eerie ait Oo om all] 
a yas—an = i ne illus Spats 
or person. In fact, Garland continues, thatiihermost successful andy IBM offers ae Dena ho ay ENA 4 cal] 
. 2 Bre enti feat s anclo 
obscene use of the logo was by the Nazi party.of Be ore ed, a mane rate Ploj, 
eee se ict mately. it 
! 66 ; 2 Oe CICA E just BECAUSE). Of the 
Corporate identity, Ce REO US That’s t ie 
i is ubl ae s>ye only 
Garland claims, ‘hitter lesson oie as 
5 3 6 cant im vo lea : 
«¢ is infused with | just can ower 
Over-weaning, elitist notions Pp 
and the imposition of power by the visionary few. 99 
Yet in order to represent everything, corporate identities 
become too doirfofenisee:s too bland, too 
all-encompassing 
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what s to be done? Well, to some extent the problem has Seen 2 
cannot believe that any large company be prepared to 
money about on candyfloss graphics from now on. 
therefore, that they have any money to spend at all, 
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central government. we 
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On visibility 
John Berger’ 


~~ To took, 
at everything which overflows 
the outline, the contour, the category, 


the name of what it is. 


All appearanices are continually changing one another: 
visually everything is interdependent. Looking is 
submitting the sense of sight to the experience of that 
interdependence. To look for something (a pin that has 

dropped) iS the Opposite of this looking. Visibility is a 
quality of light. Colours are the faces of light. This is why 
looking is to recognize, to enter a whole. Identity of an 
object or colour or form is what visibility reveals: it is a 


conclusion of Visibility; but it has nothing to do with the 


process of visibility which is as uncontainable, which is as 


much a form of energy as light itself. Light which is the 
source of all life. The visible is a feature of 
that life; it cannot exist without it. 


In a dead universe nothing is visible. 
Visibility is a form of growth. 


Clouds gather visibility, thenA!M: to see the appearance of a thing (even an inanimate 
Atoperserintonceisisiity aithing) as a stage in its growth—or as a stage in a growth 
of which it is a part. To see its visibility as a kind of 

appearances are the nature of 
flowering. 


clouds. 


The hyacinth grows into visibility. 


But so does the garnet or the 


Not to say that behind appearances is the 


sapphire. 


design re-vision kerri du pont 


So now we look toward design. 
And hopefully we do not ' 
see a dead universe. ' 


Hopefully what we see is 
an experience. That we as individuals 
can recognize ourselves in the reading of 
a message because as designers and viewers 
we have brought something to it. The dimension 
that design should hope to achieve comes out of 
the success of this experience. Then identity, 
color and form are what is revealed through this 
process of recognition (visibility), not its initial and 
final gift, not the standard on which it is judged, or 
recreated. And the process is the energy, the life, 
and dimension of design because there is growth 
(design, designer, viewer) the more one can say 
one contributed to that process. Without this 
energy and dimension, design reveals only 
its surface self, not the integrity of its 

nality, its process. 


The experience of this process of visibility should 
then lead one beyond the outlines of successfully 
used or reused imagery to a deeper examination, 

a larger meaning, Consequently, design is 
enhanced not by adding to it, but by ' 
making it greater. H 
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process of viewing design goes beyond hand-holding. 
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Exercise. 


Exorcise. fot 


2 only the ‘traces’ of what has been or 


the will become visible. 


To look at light. 


To recognize that outlines 
Look: 


are an invention. To transcend scale: 


White transparent curtains across the window. 


aw blades of grass as large as the sky ee FORTH 
ight coming from the right 


it visibly coexistent with the mountain: 


Shadows of folds, hanging folds, darker than clouds. 


isibility comparable with the mountain. 
Suddenly sunlight. 


s that’s the point. The fact is visibility 
, The window frames now cast shadows across the curtains 
eparable from light) is greater than its ' 


i The shadows are convoluted following the folds: the window 


measurement (small, big, dis-tant, near, 


frames are straight and rectangular 


Between the curtains and the window: a space like the lines on 


light, blue, yellow, etc.). To look is to 


er and beyond these measurements, the ' 
which music is written: but three-dimensional, and the notes of Kent, rather than sound. The space between the rectangular window frames 
primacy of visibility itself. ' 


and their! shadows convoluted because the curtains hang in folds half-transparently 


aoking through the curtain, a cloud crossing the sky, its upper edge yellowy silver and undulating—with almost exactly the same rhythm as 


The eye receiving. 


the convolutions of the shadows (now disappeared because the sun has gone in). The cloud is moving fast. Almost at gale speed 


2 eye intercepting. The eye inter-cepts 


desi as 4 BS On the houses opposite the wrought-iron balconies are absolutely still. For an instant the sun comes out again 
€ continual intercourse between 


ght and the surfaces which reflect and 


Snake shadow gone. 


d. 
absorb it. Separate objects are like 


Clouds moving. 


isolated words. Meaning is only to be 


Sea swelling. 


ind in the relation between them. What 


Charlie’s van comes back. 


is the meaning to be found in 


the visible? A form of energy, con- ' 


A heavy swell at sea 


‘A memory. Visual 


tinually transforming itself 


‘cliffs. White. With straight horizontal lines of dark flashing grey flint. Between the lines centuries of chalk deposit. The fringe of the 


cliffs against the sky, grass hanging over. The thickness of the turf in relation to the height of the cliffs like the thickness of an animal's 


Exercise... height of the grass gulls wheeling. Figures of eight cut off by the cliff. The shadows of the cliffs on the sea (the tide is in, almost 


up to the cliffs.) The shadow of the cliffs on the sea, lying on the sea, from the water's edge to eighty metres out: the length of the coast 


e In the shadow of the cliff the sea is almost brown.Further out, just beyond the shadow of the grass fringe, the sea is a green mixed with a 
| little white. The green that oxidized copper goes, but with sun. As | write this very sentence, the sun comes out 


above Noel road, casts the shadow of the window frame on the curtains, the curtains stir in the window, 


my pen casts a shadow on this paper and the sun goes in 
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At CalArts the studio environment is the locus of 
the main sequence of undergraduate classes in the 
program. Students are expected to combine their 
personal interests and approaches with the prin- 
ciples of design by choosing electives—such as 
information design and motion graphics—or initiating 
independent study projects to supplement the 
studio sequence, and by producing an independent 
project before graduation. 


The graduate program in graphic design is 
dedicated to an advanced exploration of practice 
and theory. The program consists of a two year 
sequence of seminars, combining studio projects 
with issues of design methodology, history and 
critical theory. The program is biased toward the 
development of a personal direction within the 
public context of communication, and assumes the 
need to transcend the limitations of much current 
professional practices in order to produce mean- 
ingful and original work. The required graduate 
seminars are supplemented by design history and 
independent studies. 


California institute of the Arts is located 27 miles north 
of downtown Los Angeles. CalArts offers BFA and 
MFA degree programs in Art, Dance, Film/Video, 
Music and Theatre. The School of Art consists of the 
Art, Graphic Design and Photography programs. 
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ALTHOUGH GREATLY INSPIRED BY SUCH BANDS AS HE SAID, WIRE AND THE LEGENDARY PINK Dots, FACT TWENTYTWO SETS ITSELF 


CLEARLY APART FROM THESE AND OTHER ARTISTS, BOTH MUSICALLY AND LYRICALLY. FACT TWENTYTWO HAS RESISTED USING THE 
PREDICTABLE HEAVY THUMP THAT MOST INDUSTRIAL/DANCE MUSIC SUBSCRIBES TO AND HAS HELD ON TO A MORE REFINED, DETAILED 
APPROACH TO TRADITIONALLY STRUCTURED ‘POP’ MUSIC. TOWNING WRITES ABOUT EVERYDAY LIFE, BUT FROM A DISTINCTLY AMERICAN 
POINT OF VIEW, SPRINKLING HIS LYRICS WITH QUIRKY AND SUBTLE REFERENCES TO AMERICAN CULTURE AND TELEVISION IN PARTICULAR 
WHILE THE PRESS HAS COMPARED THE FACT TWENTYTWO SOUND TO BANDS RANGING FROM DEPECHE MODE TO CHRIS AND COSEY AND 
OMD, JAMES TOWNING ONCE PENNED DOWN THE FOLLOWING DESCRIPTION OF HIS MUSIC: "SOUNDTRACKS, FOUNDTRACKS, 
FEET-OFF-THE-GROUNDTRACKS, TECHNOLOGICAL POPULOGICAL SYNTH-PLOP FROM A TO Z. THE DURATION OF A TYPICAL SITCOM OR A 
30-MILE DRIVE AT 60 MPH.” 


rayCARME N Ql 


YOU WOULD THINK THAT THERE IS LITTLE LEFT TO EXPLORE WITHIN THE PARAMETHRS OF TRUE POP MUSIC. YET RAY CARMEN, WITH HIS 
DEBUT ALBUM "NOTHING PERSONAL,” HAS CREATED A HIGHLY PERSONAL VERSION Of§WHAT HE CONSIDERS, WITHOUT TREPIDATION, PURE 
Pop. WHILE USING A SIMPLE SETUP OF GUITAR,JBASS AND DRUMS ‘ALBEIT MACHINE) RAY CARMEN HAS COOKED UP |2 INSTANTLY 
MEMORABLE POP JEWELS DELIVERED WITH A COMBINATION OF ORIGINALITY AND|AT TIMES ALMOST CHILDLIKE INNOCENCE THAT GIVES 
THIS RECORD ITS UNIQUE CHARACTER. 


New RELEASES! 


EVERY GOooD Boy BALING WIRE & BUBBLEGUM 


AFTER THEIR HIGHLY ACCLAIMED DEBUT ALBUM "SOCIAL GRACES,” EVERY GOOD BOY DELIVERS THEIR SECOND FULL 
LENGTH ALBUM ON THE EMIGRE LABEL. DEPARTING ON A SLIGHTLY DIFFERENT ANGLE, "BALING WIRE & BUBBLEGUM" 
FEATURES NINE COMPOSITIONS INFUSED WITH AMPLE GUITAR, SUBTLE HORN AND STRING ARRANGEMENTS AND A VERY 
SEXY SOUNDING RHODES PIANO. ERIK DEERLY'S POIGNANT LYRICS AND PASSIONATE VOCAL STYLINGS COMBINED WITH 
THE SKILLFUL PRODUCTION TALENTS OF DRUMMER BRIAN DECK, TIE THIS PROJECT TOGETHER TO ATTAIN THAT 
UNMISTAKABLE EVERY GOOD BOY SOUND. PRODUCED AND ENGINEERED AT IDFUL Music CORPORATION IN CHICAGO BY 


BRIAN DECK, ERIK DEERLY AND BRAD WOOD. COVER DESIGN BY Barry DECK. 
Compact pisc: $13, CASSETTE: $8. 


Upcominc RELEASE 


AUDIOAFTERBIRTH 
TONGUES 


To ORDER EMIGRE RELEASES, CALL TOLL FREE ‘THIS MINNEAPOLIS-BASED BAND EXISTS PRIMARILY AS A STUDIO. 
( ) PROJECT CONCEIVED BY CRANBROOK GRADUATE P. SCOTT MAKELA. 

! 8 0) 0) 944 9 02 | TEN COMPOSITIONS WILL BE FEATURED ON THIS DEBUT ALBUM WHICH 
CAN BE BEST DESCRIBED AS A COLLECTION OF MELODIC / INDUSTRIAL / 
DANCE TRACKS. AS IN HIS RIVETING DESIGN OF THE RECENT CATALOG 

FOR THE MINNEAPOLIS COLLEGE OF ART AND DESIGN, MAKELA 

CREATES, IN HIS MUSIC TOO, AN EXCITING BALANCE BETWEEN THE 
FAMILIAR AND THE UNEXPECTED. 


WE ACCEPT PAYMENT BY VISA, MASTERCARD 
AND AMERICAN EXPRES: 


RELEASE DATE: MAY 2, 1992 
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